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The reflective practitioner: In creation of a presence
based experience
Sarah Moss
This paper will discuss audience as participants and reflect on why interactive
artworks require 'safe' environments for exhibition. A pilot study was developed in
order to ascertain the artists' conceptualisation of a presence component within a
networked system. The study of the Interactive artwork The Element of 'Luck' was
devised to gauge a participant's presence experience In terms of human computer
Interaction (HCl). It Is the first In a series of works that will develop sequentially
during the next three years; each layer of new work informed by the progress of
the last. This study facilitates a dialogue in relation to the follOWingcriteria: 1)
presence and facilitating engagement; 2) the audience as participants; and 3)
environments for exhibiting Interactive art systems.
1. Introduction
This paper discusses In detail the exhibition of a pilot study titledThe Element of 'Luck' produced in 2006. It provides discourseabout how a presence engagement is manifested with audiencesthrough an interactive artwork and its' environment. This paper
examines the experiences audiences had with this artwork in the
context of Its exhibition environment and the processes involved in
exhibiting an Interactive art system to the general public. The study
relied on observation of audiences who provided feedback regarding
their experience via a questionnaire. This paper provides reflections on
the process and outcomes of developing and exhibiting new work in
public spaces. It examines the example led by Creativity and Cognition
Studios (CCS), University of Technology Sydney (UTS), in its
collaboration with The Powerhouse Museum In creating Beta_Space: a
'safe' environment for displaying interactive works to the general public
(creatlvityand cognition.com,2006, Powerhousemuseum.com,2006,
Beta_Space 2006). Furthermore, this paper offers examples of
successful practise procedures for creating interactive artworks and
examines the creative process in respect to audience engagement.
2. Presence and facilitating engagement
Presence as a concept Is determined here by its application to
entertainment devices or systems. The pilot study The Element of 'Luck'
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was developed to explore aspects of presence with audiences, to see
whether a participant could experience a perception that does not
"...correspond to the true nature of the physical world" (ISPR). The work
provided an immersive experience that facilitated the participant in
experiencing a sense of the space they were looking into; a new place, a
place in space not too far from earth.
The Element of 'Luck' aimed to explore presence in the context of
audience engagement and to provide a background for early exploration
into facilitating a presence experience. It was situated around concepts
explored through research into the nature of interactive art systems,
presence and audience engagement (Candy & Edmonds 2002, Floridi, L.
2005, Fels, S. 2001). Time, place and space, life and death, experience
as an individual journey and the nature of play and engagement (Kane
2004) all contributed towards the framework that sustains it.
Comput~r tec~nology was used to create all facets of development and
display including a touch screen kiosk and headphones. The content of
the work is sourced from four individual skydiving experiences. As the
skydiver engages in a unique experience, the Tandem Master is
documenting the skydive onto a hand strapped mini DV camera.
Approximately 66 stills were cut from this footage (approximate duration
of real time footage is 7 minutes) and played back at 10 seconds per
frame.
Four 'Journeys' (a plane ride, a freefall and a canopy ride) were
produced utilizing still images that are cut chronologically. What
becomes most apparent is the engagement that both players have with
the technology during this unusual experience. The technology is both
acknowledqed and yet irrelevant to the skydivers experience. The
a~twork. participant's presence experience is generated by engagement
With this unusual perspective of the world and the visual story as it
un~olds. The 'characters' in these 'movies' are engaging in 'real life'
action; spontaneous, unknowable and dangerous.
Figure 1: Screen stills x 3 from The Element of 'Luck'.
Participants as voyeurs of the passenger and the Tandem Master witness
the journey in still frames rather than video at 24 frames per second.
Thedecision to work with stills cut from the original digital footage came
from experimentation with compressing video and the technical
obstructions that arose. Compressing video reduced clarity of the image
and degenerated the video quality. This work weighs heavily on
precision of image in order to maximise the 'being there' attribute of
presence, which was sought after. The image had to be crystal clear in
order to facilitate a dependable immersive environment. For a
demonstration of the work please follow the link from
http://www.smashinghouseproductions.com/shpdatabase/animations.ht
ml.2.1 A Pilot Study: The Element of 'Luck'
There is an element of 'luck' in undertaking parachuting over which the
provider does not have control. (2p (iii) Parachuting Contract. 2006)
3. Audience as Participants
;, ••..J
Built in Flash MX (adobe.com) The Element of 'Luck' is a dvnarnlc-'
passive interactive installation (Candy &Edmonds 2002). Presented ina
stand-alone touch screen display unit with attached headphones The
Element of 'Luck' was the only computer-generated artwork in the
exhibition Northern Exposure - Art from the Northern Illawarra at Clifton
School of Arts Innovation Week 2006 (Clifton, 2006). Positioned in a
corner of the Clifton School of Arts Gallery the kiosk stood where no
direct light would fall upon the screen obstructing vision and in its turn It
posed no threat as an obstruction itself. Headphones were attached.to
the kiosk in order that the participant might access an tmrnerslve
engagement while ensuring the sound elements could be accessed
without disturbing the galleries atmosphere.
In the pilot study participants of the work were able to interact with the
system by activating, through touch, various linked elements. The
'splash' page encouraged initial engagement through a combination of
Visualmotion and a playful Interface design. Participants 'entered' the
work through a link that gave them access to: four 'movies', a 'PlayAII'
screen,an explanatory grid, creative rational, and a credits listing (see
fig.1). The individual 'movies' once activated displayed simple navigation
tools facilitating full control of the experience. These 'movies' could be
pausedand then re-activated, the sound likewise. The 'PlayAII' screen
activatedmovement within all four 'movies' simultaneously and hidden
buttonsaccessed audio from a variety of soundtracks. This allowed for a
creativeengagement as participants were not restricted to a neat music
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/ image synchronisation but could facilitate their own experience. Music
clips could be activated at random/ different places or stages of the
visual story as it unfolds. By choosing from an assortment of musical
genres the experience differed depending on the rhythm, tempo and
delivery of these pieces. The act of watching something and listening to
it with a classical, pop or an experimental sound track provided the
participant with an assortment of temporal experiences. As participants
the audience were able to navigate the system choosing whichever
various sound and visual elements they felt like piecing together in a
non-linear way. Thus each participatory interaction potentially provided
a unique experience based on the players developed tastes and
preferences. Computer-based interactive art systems assist audiences in
becoming artistic members of the creative process. Enhancing the
general publics creativity facilitates a relationship that potentially draws
audience members into a new paradigm. Audiences have by the very
nature of interactivity become participants in the exchange of
information and engagement with new media experiences.
2006). Audiences are now being asked to engage in the practice of art
creation by involving their own 'being' in the equilibrium. They become a
part of the process of the creative practice as much as the artist and
technologist who invented the work. Audiences as participants are vital
in the lifespan of computer-based interactive artworks.
5. Engaging Audiences
4. Enhancing Audience Creativity
Involving audiences in time-based activities relies on an element of
providing new, playful or fun engagements. The desire to participate is
trlqqered by an inquiry on behalf of the audience member, a probing
CUriosity that propels them to explore this new terrain.
Audiences' can be drawn into engagement by works that produce
interesting sounds, rely on stimulating visuals, allow for personnel
expression, or capture something unique transferring the data into
matter. Computer-based interactive art systems contain within their
structure a dynamic element, one that produces a new result with each
application. The dynamism imposed therefore assists in engaging
audiences because each experience proves to be unique, each
engagement allows for private disclosure and interaction for the
individual within a networked system. Computer-based interactive art
systems assist audiences in becoming artistic members of the creative
process. Enhancing the general publics creativity facilitates a
relationship that both draws audience members into a new paradigm
and provides opportunities for artists to work with technologists and
audiences in 'safe' environments. The manifestation of these art systems
relies significantly on user participation. Without human exploration the
work ceases to express its true nature.
The audience are no longer guaranteed a purely observational
relationship when it comes to interactivity as exhibited in some galleries
and museum environments. Audiences are invited to become
participants as they engage physically and mentally in artist and
technologist collaborations. Therefore gallery and museum environments
need to cater for audience development and education in terms of
contemporising audience experiences and providing new engagements
for them. Exhibition spaces that facilitate these types of relationships
transform the spectator-viewer-observer-reader-audience member into
a participant-facilitator-inter-actor-engager or player in a two-way
interaction between the work and themselves.
Active watching and active understanding as prescribed by Takashima et
al. A Model and a Tool for Active Watching: Knowledge Construction
through Interacting with Video, prescribe action as an integral
component in acquiring information and constructing knowledge
(Takashima, Yamamoto et al. 2004). In order for audiences to become
participants it is important that they understand what is required of
them, in order that they experience the interactive process as created,
at its best.
Currently there are a number of methods that indicate a measure of this
exchange and an awareness of these techniques could assist in the
developmental process of new works viability.
In, Levels of Engagement artist Sidney Fels has determined interactivity
between audience member and object into four types: Response,
Control, Contemplation, and Belonging (Fels 2001). In a search for an
engagement with pleasurable outcomes, Fels recommends that artists
consider these modes as examined by him, in the creative process of
newwork for heightened audience engagement.
In a growing number of interactive art systems modes of consciousness
are activated by various triggers or sensors (Edmonds 2005) or they rely
on biotechnological functions (Khut and Muller 2005). Audiences as
participants (Fels 2001; Yu-Chuan Tseng 2005) are experiencing their
own body functions in new ways giving birth to novel concepts tn art
constructions like Keith Armstrong's Intimate Transactions (Armstrong
Anotherconsideration would be Levels of Interactivity as proposed by
Candyand Edmonds in their book Explorations in Art and Technology.
Candyrevises Cornock and Edmonds core categories for characterising,
...the relationship between the artwork, artist, viewer and
e~vironment:'(Candy & Edmonds 2002). These are: Static, Dynamic-
Passive and Dynamic-Interactive, each type providlnq artistic
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collaborators with gUidelines for successful creative processes in
engaging audiences.
6. Exhibiting Interactive Art Systems
Long-established galleries and museum spaces retain the tradition of
providing an environment that encourages the act of looking and
discourages the act of interacting with their "don't-touch" mentality,
creating unstable environments for exhibiting computer-based
interactive art works. The pilot study discussed provides examples that
validate this argument. This section will discuss why environments that
consider technological advancements as creative endeavours are
favourable for the exhibition of interactive new media over more
traditional style art exhibition spaces.
Although artists using new media technologies are increasingly finding
themselves drawn into the contemporary art world, it seems many
galleries shy away from incorporating computer-based artworks on the
grounds that curators and volunteer staff do not have enough technical
knowledge to assist the artist or the artwork should a technical failure
develop. This view is supported by Dixon (Dixon 1997). This means that
new media artists exhibiting work in galleries are often required to be
present during opening hours or at least be accessible and on call during
these times.
The pilot study indicated supports this theory. Obviously this can be a
very time consuming endeavor for artists as the process of producing a
new work (giving birth) then leans towards an extended period of
babysitting. Volunteers left in charge of a group exhibition are often
daunted by the technology used to create the interactive work; many
find the simple operation of switching on a DVD player and screen a
challenging task.
Exhibiting artists in Northern Exposure (The Element of 'Luck' 2006)
became gallery volunteers and the request for them to activate the
seemingly complicated process involved in turning the kiosk on and then
activating the software to run the work, left a majority of volunteers
fearful. Furthermore smaller galleries have not yet acquired the
technology to display multimedia works, leaving the artist responsible
for providing items such as computers and display systems. Multimedia
artists then become responsible for not only the creation and Installation
of the work but also the supervision and technical authority of the work
in situ. Therefore when artists are not present audiences are not always
being offered the interactive experience as the artist intended it to be
understood.
6.1 Beta_Space
In of~e,ring a S~lution to the aforementioned issues the Creativity and
Cognition Studios (CCS) and The Powerhouse Museum (Powerhouse
2006) have created Beta_Space. '
In ,November2004, the Creativity and Cognition Studios at the
University of Technology, Sydney (CCS) and the Powerhouse
Museum, Sydney launched an Initiative that sought to realise
the concept of a research studio in a public place In a very
particular way, through the participatory qualities of interactive
computer~basedart. Beta_Spaceis an experimental exhibition
area within the Powerhouse,Whichextends the interactive-art
research studios of CCS into the public context. (Edmonds &
Mulier 2006)
The Creativity and Cognition Studios (CCS), was established at UTS in
2003. It was f~rmed to continue the work of the Creativity and Cognition
Research Studies (C&CRS) set in Loughborough University, UK.
The aim of C&CRSis to make art practice the central focus of
the work. and provide an environment where artists and
technolog~sts could work as collaborators. Artists and
technologists are developing systems for creative exploration
through Virtual and physical interactivity and are extending
both the technology and the art on several fronts.
(Edmonds, 2004)
Beta7"~pace as an eXh~b~t.ionspace gives consideration specifically to the
usability and .accessl~IIIty of technologically supported interactive
artworks, for prrme audience engagement.
First, and most importantly, it (Beta_Space) is focused on
aUdlen.ceexperrence rather than technology. Beta Space is
abo~t Intera~tion, and issuessuch as robustness, usability and
audiencesatisfaction are therefore central to its researchalms.
Sec?ndly, Beta_Space does not provide a fixed technological
exhibit, or even a fixed technological delivery system but
rather a research rationale and a shared commitment backed
up by flexible resources. (Edmonds& Muller 2006)
Technologically challenging works are welcome to display in
con~emporary art spaces where curators see dynamic interactive art as
an Integral c0":lponent of the, art world at large (Lally 2006). As
me~tloned pre~lously collaborative engagem'ents that foster creative
envl~onm~nts like Beta_Space assist in the development of new
rel~tlonshlps betwe~n audience and art. Making the work Is one
dell~erable, presenting the work is quite another. In order that
audiences can assess new work media rich environments need to be
d' ces can then become even more
fostered and encou~aged. Au le~ the assist artists and curators by
integral to the creative process a . ~eedback about that experience.
interacting with 'prot~types anld r~~~tn~nd sets a good example for other
Beta Space fulfils this role sp en I y. . .
muse-ums in regard to interactive exhibition spaces.
7. Discussion: design issues
d t ain an understanding of the
A questionnaire was devel~p,~ k'oth~OU9hqualitative data gathering
experience of The Element 0 uc ared to data and analysis gathered
and analysis, ~hich c~n also be ~omPThiS research forms part of the
about other tnteractlve a~twor s'. therin data from users to
reflective action process mv?lved I~ ga g a ement. The results
determine best pr~ctises for mt:~:~~:~~ya;fd t~~gc;ntent in relation to
assisted in determmmg the ~.ccd to take the traditional approach of
audiences who are mor~ inc me not touch. The content exposes
gallery etiquette, which IS to :~o~ ~da skydivers perspective, this new
the user to a view of the. wtor ;~d as a presence engagement - the
way of seeing could be m erpre . .
significance of data collated determined if this IStrue.
. ., [ence of the work the
In order to calcu~ate ~ part~cIPan~~aexiae;~for comments about: 1)
questionnaire contamed SIXs7c;l~nt~a or: 4) the 'PlayAII' section; 5)
the participant; 2) pre~ence, Ie :estions. It was an anonymous,
interactivity and fl~ally,. 6) t~e;~~: p~rticiPants choose to complete. 10
non-intrusive questlonnalre.a .
participants filled in the questionnaire.
t f participants experienced a
The resul,ts .indicated, that 90d Pse;c:; ce~t reported a sense of 'falling
sense of bemg there (2a) an Pof s atial resence was confirmed.
through space' (2d). t~us sO:~ys:n;:rtici~nts ~perience of the physical
Spatial presence IS In orme .' rtation of participant, a
world, it inclu~es perceptuhatlI~;n;~~~~yn,c~~::~oa sense of 'being there'
sense of physical space tau I
(ISPR, 2006).
t" ts overwhelmingly concurred
The questionnaire revealed t~a~ pa~.I~IP:~ navigate the work was not
that the interface created Wit W.ICt· n reued on simple word. d tly The navlga \0 .slgnposte correcnv. This seemed to cause confusion for
instructions rather than sym.bolsf cilitated access to four Journeys orsome players. The navlgatlo~ a nd Sto Sound text lay at the
'PlayAIl'. Play Movie, Stop MOVI~,Pla~ SOr~ve~led~hat some participants
base of each image. The qUestIOtnal~~ements (Sc). Feedback revealed
were confused ~y t~esel mter~cll~efor example using the symbol > to
the use of c1asslc
ld
dlh
gltabS~~n~:~ier to 'read' than the text itself.
indicate play, wou ave
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The questionnaire also revealed that although only 30 per cent of
participants utilised all the interactive options, 60 per cent said they
would like to access more interactive components (Sb). The conclusion
drawn from this data indicates that a majority of participants did not
fully explore all the interactive options on offer. Problems related to
interface design obstructed the 'flow' of the engagement. There were
technical issues with sound also as the availability of headphones did not
ensure that each participant chose to wear them; whilst 60 per cent
reported that wearing headphones was not a deterrent the remainder of
the participants who filled in a questionnaire chose not to wear them,
thereby radically reducing the possibilities for full interaction and
engagement.
The realisation that so few people were ready to 'play' was, as
prescribed by L.Floridi in his discourse on The Philosophy of Presence:
From Epistemic Failure to Successful Observation (Floridi 200S).
Observation of the gallery audience revealed that they failed to
understand what was required of them. It might have served the work
better to display a poster inviting audiences to touch and explore. As
observed, some visitors to the gallery did not take enough time to get
past the introductory level. They watched the opening images and then
walked away. When these people were questioned as to why they did
not pursue the engagement they generally responded that they were not
sure that they should touch, they thought it better not to touch and so
chose not to. Observation from a distance provided feedback about
audiences, which contributes towards the work in practice.
In exploring the attributes of presence, results indicated that
participants of this study experienced both perceptual realism of sensory
presence and spatial presence (ISPR, 2006). Presence is generated by
human sensory experiences through technologies that enhance the
interaction between humans and computers facilitating a virtual
experience. Thus a sense of 'being there' was reported by participants of
the interaction in respect to their immersion (Lee 2004).
8. Conclusion
Questionnaire data and observation of audiences concluded that it was
possible to both create and measure a presence experience. Some
participants of the study did experience a sense of 'being there' thus the
pilot study was successful. Exhibition of The Element of 'Luck' as a pilot
study facilitates a conclusion that predesignates computer-based
interactive art systems as being vulnerable to display in traditional
gallery settings. The lack of curative assistance, equipment (and
comprehension of the work by many audience members) indicates that
moresupportive structures are required in exhibiting this type of playful
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engagement. Beta_Space, as discussed above, facilitates an ideal
relationship between artist, audience and interactive art systems.
Exhibition spaces that provide structures for creating and assisting a
dialogue between the audience and the work also ease an audience
member into becoming a participant where in addition their experience
engages them as contributors of the work at hand.
9. Notes
Thank you to Ernest Edmonds, Linda Candy, Deborah Turnbull, Judy
Bourke and David Moss.
Please allow for each page to download fully when accessing The
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ENGAGE: Interaction, Art and Audience Experience
A CCS/ ACID Symposium
The experience of audience is at the heart of interaction and, in
particular, interactive art. Computer-based interactive artworks come
into being and exist in their full form when they are used. They cannot
be understood only as objects, but must be thought of as time-based
experiences, or periods of engagement. This collection of papers
presents the latest work in the area of interaction, art and audience
experience. It draws together different disciplinary approaches and
perspectives including artist led research, curatorial and museological











List of Contributors v
Symposium Committee xi
Forward
Ernest Edmonds and Lizzie Muller xv
Engaging with Experience
Lizzie Muller xvii
Creativity and Cognition Studios Press
University of Technology, Sydney
PO Box 123 Broadway
NSW Australia 2007





+61 2 9514 2384
+61 2 9514 4761
www.creatjyjtyandcognitjon.com/engageQ6
INVITED PRESENTATIONS
Physical or Virtual, it's all Real
Tim Boykett 4
ISBN: 978-0-9751533-4-5 Modes of Creative Engagement
Andrew Brown 6© Copyright 2006 of the authors
All rights reserved, No part of the material protected by this copyright
notice may be reproduced in any form or by any means, electronic or
mechanical, including photocopying, recording or by any information
storage and retrieval system, without written permission from the
publisher: Creativity and Cognition Studio Press. All papers have been
peer reviewed,





Printed by the UTS Print Services The Economy of Interaction in Public Art Galleries and
Museums




Emergence: The Generation of Material Spaces in Anthony
McCall's 'Line Describing a Cone'
Susan Ballard 16
Media Mirrors and Image Avatars
Kathy Cleland
From Audience to Inhabitant: Interaction as a Medium in
Architecture
Joanne Jakovich, Kristy Beilharz
The Promise of the Arty Little Microfish
Natalia Radywyl
ARTIST LED RESEARCH
Touch as the Act of Signification: Naming as a Key Design
Concept for Gesturally Intuitive Interactive Space
Roman Danylak, Ernest Edmonds
Frolicking with Phantoms: Illusion in Mixed Reality
Alex Davies
Creating a Social Anxiety Interface in the Artwork 'In the
house of shouters'
Anna Davis
Towards a Visual Taxonomy in Mixed Reality Art
Ian Gwilt
Partial Reflections: Interactive Environments for Musical
Exploration
Andrew Johnston, Ben Marks, Linda Candy, Ernest
Edmonds
Styles of Participation and Engagement in Collective Sound
Performance Projects ..
Kazuhiro Jo, Yasuhiro Yamamoto, Kumiyo Nakako)/
Some Digital Media Approaches to Non-Linear Narratives
and Interactivity
Janet MarIes
INTERSECTION OF HCI AND INTERACTIVE ART
Eliciting Audience's Experiences to Improve Interactive Art
Installation
Hanif Baharin, Ann Morrison
11
Catching the Interactive Experience: Using the Repertory




40 Interactive Art as Embodied Inquiry: Working with
Audience Experience
George Poonkhin Khut 156
50
Short Presentations
THEORETICAL AND CURATORIAL APPROACHES
62
The Bairdboard Bombardment: A Decade of Engagement
Mike Leggett
68
Surface, Site, Screen: Interactive Art in Public Space
Julianne Pierce
80 ARTIST LED RESEARCH
90




The Avoca Project: Place and Art and Interaction
LyndalJones








INTERSECTION OF HCI AND INTERACTIVE ART
Evaluating Audience Experience
Zafer Bllda












The Thummer Mapping Project - ThuMP
Garth Paine
Investigating Interdisciplinary Collaboration: Case Studies
in Art and Technology
Yun Zhang, Linda Candy









Creativity and Cognition Studios
Faculty of Information Technology





Creativity and Cognition Studios
Faculty of Information Technology




Creativity and Cognition Studios
Faculty of Information Technology














Key Centre of Design Computing and Cognition
University of Sydney
Australia
kjrsty@arch.usyd.edu.au
v
